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INTRODUCTION


Why We Need Fairy Tales


Truth, naked and cold, had been turned away from every door in the village. Her nakedness frightened the people. When Parable found her she was huddled in a corner, shivering and hungry. Taking pity on her, Parable gathered her up and took her home. There she dressed Truth in Story, warmed her, and sent her out again. Clothed in Story, Truth knocked at the villagers’ doors and was readily welcomed into people’s houses. They invited her to eat at their table and to warm herself by their fire.

—JEWISH TEACHING STORY 1



Some years ago I was invited to give a presentation to an organization called The Man Panel.2 I’d been asked to speak about the obstacles men and women tend to run into when they go out looking for a significant other. Just before we began, one of the organizers—a strikingly beautiful young woman in her thirties—turned to me and said: “Just so you know: these people here tonight, they’re all tired of being Cinderellas. And so am I. I want that fairy godmother, and I want that prince to turn up, and soon.”

I looked at her and smiled. “It sounds like you only know the Disney version of the story,” I commented. “If you go to the original version—the Grimm brothers’ version—there’s no fairy godmother.”

The woman looked shocked, her eyes wide. “No fairy godmother?” she exclaimed.

“That’s right. And there’s no pumpkin that turns into a coach, either,” I continued. “What’s more, Cinderella doesn’t sit around waiting for the prince. She takes her courage and she goes out to find him.”

“She does?”

“She most definitely does, and not just once but three times. The real tale will tell you what you’ll need to do to be successful in love, but you have to know what it says and forget the saccharine Disney version. That version will tell you nothing.”

She looked at me and nodded slowly. “I guess I’ll have to take another look at that,” she said.3

I could give many examples of this sort of conversation, but they’d all point the same way. They’ve shown me, again and again, how we’ve been misled by the sanitized versions of the old fairy tales. We’ve assimilated the commercialized versions, while the real tales—full of wisdom—remain unread. It’s time to redress the balance. If we guide our thinking by referring to the wrong stories, then we do ourselves no favors.

Folktale Wisdom

For generations, some of the most perceptive thinking about what it means to be a human being has been encoded in a very compact form: folktales. Not all are of the very highest quality, to be sure, but many most assuredly are. This wisdom has been understood by generations of entranced listeners and readers, regardless of intelligence, class, status, age, or ethnicity. In fact, it seems that the less well read an audience is, the greater the likelihood that a fairy tale will have real resonance and impact. Children everywhere are proof of that. The tales have given pleasure and delight, and ultimately many of them have been a source of real knowledge for generations of people who had no psychology textbooks to reference and no certified therapists to consult.

At their best, folktales show us situations of some drama—a stepmother who wants to kill her child, for example, in “Little Snow-White”. Then, instead of showing the reader how to eliminate the stepparent (which is what a modern story or a video game might do), the folktales are directed toward showing a way out of the problem, thereby bringing healing to the persecuted individual. Killing a troublesome parent might seem like a good idea at the time, but as we are all well aware, it doesn’t cure anything. Some of these tales—the very best ones—are healing stories for difficult personal transitions and for psychic trauma. In this book, we’ll be focusing on them.

Healing Stories

What makes a story a healing story? First, it has to depict a situation in a recognizable way. A large component of emotional healing is in the sufferer’s recognition that he or she is not alone in having this particular problem; knowing that others have been down this path and have survived can be empowering. That’s what members of a support group do: they exchange stories of their experiences and gain a sense of solidarity. Stories like those the Grimm brothers give us can certainly work in this way. Second, in order to aid healing, the story has to offer a possible solution or a series of insights or techniques that give the individual a sense of what to do. The Grimm brothers’ tales, at their best, do exactly that, but we have to know how to recognize those insights. This requires us to think in terms of metaphors. This book is designed to help us see these metaphors more clearly.

It is unfortunate that the core truths in these stories, which were once understood in an intuitive and holistic way, have been carelessly discarded in more recent times. In some cases, the stories have been “modernized.” Witness the manner in which Walt Disney Pictures has rewritten the plot of “The Frog-King” and renamed it “The Princess and the Frog” for the release of the 2009 film. The altered title alone alerts us to the different emphasis. In fact, the “princess” in this new version isn’t a princess at all, and when she kisses the frog (and the kiss isn’t in the Grimm brothers’ version), she herself turns into a frog! In this kind of creative reworking, the insights in the original tale are too often sent to the scrap heap unexamined, or they are dismissed as “old fashioned” or some such belittling statement.4

Luckily, this kind of assault has not been successful in discrediting the original fairy tales; in fact, there is increasing interest in what they have to offer. For this we can thank Bruno Bettelheim’s The Uses of Enchantment, published in 1977, which was one of the first books that dared to take the psychological insights of popular fairy tales seriously.5 More recently, poet Robert Bly’s brilliant exposition of the Grimm brothers’ tale “Iron John,” in his book of the same name, has certainly helped many people to reassess the life passage of maturation.6 Gradually we’re beginning to understand the psychological insights these tales can offer us—if we’re paying attention.

Some years ago it became clear to me—both in my teaching and counseling—that most people had no idea about the wealth of insights available to them in folktales, so I set myself the task of gently nudging them toward the tales. I found myself using more and more examples drawn from folktales and myths, particularly in my counseling work. I found, for example, that talking with clients about the story of “The Frog-King,” or relaying to them the full version of the legend of “Echo and Narcissus,” led them to see the world in entirely new ways.7 It would have taken far longer to discuss the issues concerned without using the stories. In fact, without them, it might have been impossible to discuss the issues at all—they would have seemed too remote to most people and would have been quickly forgotten. The stories gave us a handle, something accessible for us to focus on in our discussions—and, of course, that’s when the real insights began to appear. That brief legends and fables could reveal and define such powerful issues surprised me again and again.

These tales worked extremely well. Yet it was also apparent that quite a few fairy tales had been Disneyfied until they were the most dreadful form of sentimentalized rubbish imaginable. Everyone has a right to enjoy what he or she wishes, of course; however, it seemed disgraceful to me that tales of real depth and value—life-changing tales—had been betrayed for the sake of feel-good kiddie movies. It felt as if our heritage of folk wisdom had been sold.

In this book, I’ll be attempting to correct that imbalance by using as a reference point the Grimm brothers’ collection of fairy tales, first published in 1812.8

The Order of The Tales: A Necessary Digression

Any reader who goes through the Grimm brothers’ fairy tale collection will find that not all the material is of excellent quality. The tales come in all shapes and sizes, and it’s sometimes not easy to sort them into neat categories. Some are obviously Christian saint’s tales; some are anecdotes about the nature of things, similar to Aesop’s animal fables. Still others are all about “trick” endings, which have more to do with the glib resolution of the plot and a quick laugh than with anything else.

The Grimm brothers seem to have been well aware of this when they put together their famous collection. For example, they created a separate category of what they called “Children’s Legends,” all of which teach specific Christian morals. In their main collection they included an obvious mix of tales, though.

Immediately following the first tale, “The Frog-King,” we find “Cat and Mouse in Partnership” (Tale No. 2), which is, even when viewed charitably, a simple tale about how cats and mice are never likely to get on well together. The moral is fairly clear: the world is divided into savers and spenders, and the two should not form a partnership. It’s useful as a way of reflecting on any imbalanced marriage, where one partner (usually the woman) stays at home and saves, while the man goes out and uses up all their savings. But because the moral is so obvious, this second tale is eminently forgettable. It has no magic in it—unless we consider cats and mice talking meaningfully together to be magic.

The next tale the Grimm brothers chose is the curious “Our Lady’s Child” (Tale No. 3), which has an overt Christian statement at the end about forgiveness, and which feels as if the doctrinal content has been grafted onto an older tale. So, in the first three tales the Grimm brothers give us three examples of folk wisdom that are so obviously completely different from each other as to signal that they knew they were dealing with material that defied easy categorization.

Then we encounter Tale No. 4, “The Story of the Youth Who Went Forth to Learn What Fear Was.” This is a wonderful story that reaches into the heart of any discussion about what love is and what courage might be.

It shows us a youth who cannot feel fear. He’s so fearless that when he’s offered the chance to spend three nights in a haunted castle, which will win him a princess if he survives, he has no hesitation in accepting. He keeps repeating that he wishes he could know what it feels like to shudder with fear, but it simply doesn’t happen. So for three nights he treats the ghosts and ghouls as if they are merely rowdy neighborhood toughs he has to put in their place. In fact, he doesn’t seem to have enough imagination to be afraid. He is alarmingly literal and because of that remains unperturbed. For example, when the ghouls arrive and start playing skittles using skulls for bowling balls and dead men’s legs for pins he happily joins in. He interrupts the game for a few minutes, but only to use his turning lathe to make the skulls smooth enough to roll accurately. ‘“There, now they’ll roll better!” said he. “Hurrah! now we’ll have some fun!”’ Clearly this is a man with no sense of the macabre.

He survives the three nights and breaks the spell, which means he wins the princess, but it is not until he is married to her that he is made to shudder with anything resembling fear. In the tale, this is because he has a bucket of cold water and small fish emptied over him by his wife. Now this is a very odd action, and it begs for us to question it. Since this happens to him when he is in bed asleep, and it’s his wife who creeps out of bed and upends the bucket over him in the middle of the night, and he calls her “my dear wife” as he shudders, it’s not hard to connect this to sex. The shock of cold water would make anyone shiver, of course, but we are not in a literal world at this point; we are in a metaphorical realm. Warm in bed, the youth has his sense of security ambushed.

To understand this we have to see it as an assault on a comfortable mind-set. Which of us hasn’t been awakened in the night, perhaps by a loud noise, and felt that everything we thought was rock solid might not be? Perhaps at such a moment we discover most acutely what we hold precious. Ask anyone who has awakened in the night with the fire alarms blaring. People run from their homes clutching their spouse, their children, their cat, but they tend to forget their bank statements. At such times we know whom we hold dearest, and our fear for the safety of those people is a measure of our love for them.

As we’ve seen in the tale, the youth has previously been holding his vigil in the castle. He’s been awake and, therefore, anticipating trouble, so he’s not been able to experience the shock of being propelled from sleep to waking, unexpectedly. This literal-minded, practical man has to be made to break through to the realm of the imagination, the realm of dreaming, to find out what love feels like. Once he does so, he shudders.

Symbolically, the tale makes the elegant point that love is, to a huge extent, rooted in the knowledge that life is short, love is sweet, and that it is hugely satisfying that we have been accepted by our lover. The shudder comes from the knowledge of the fragility of life and love, and that it might one day all be taken away without warning. We see this on our television sets every day. Survivors of a disaster cling to each other, suddenly made aware that they could have lost their loved ones. At such times they don’t see the world in the same way.

It is a situation, we could say, that reveals the positive aspect of fear. The young man in the tale experiences the sort of fear that causes us to cherish the moment, and the shudder is of pleasure as well as of recognition. What a wonderful way to describe that feeling of lying in the arms of one’s beloved, enjoying the moment, knowing that the moment will inevitably pass! Sweets tasted when one is aware of the rapid passing of time become all the sweeter. It’s a magnificent psychological insight into love—and it’s conveyed in a strong visual image, not in the words of explanation I’ve used here, which must seem clumsy by comparison.

What we can take away from this is that no one, not even the fearless man, can truly love until he’s felt vulnerable. Courage, on its own, is never enough. To place vulnerability at the center of this tale is uncannily modern. There can be no love without it. Love is based in an act of imagination, which always makes us vulnerable. If it were not the case, we’d all just marry the person with the largest bank account. Yet the number of people in our world today who do not find love because they cannot let themselves be open or take the risk of being hurt is, perhaps, higher than ever. This is a tale we need today, to let us know where we so often go wrong.

Clearly this is a strong and imaginative tale. But just as we think we’re moving into some interesting stories we are disappointed, for the next tale is “The Wolf and the Seven Little Kids” (Tale No. 5), which has very little to offer the reader. This is followed by “Faithful John” (Tale No. 6)—a complex tale of the psyche and parental dynamics, presented to us with plenty of magic to make the plot function. Tale No. 7 surprises us again, because it is a rather offensive tale about a peasant and the profit he unwittingly makes from a soldier and a Jew.

What are we to make of this mixture? Two possibilities spring to mind. The first is that the Grimm brothers thought all these tales were equally good and simply jammed them together. That seems unlikely. The second possibility is that the brothers knew exactly what they were doing in their arrangement.

If we scan the table of contents of their volume, we find that the tales that have captured our imaginations over the generations—“Cinderella,” “Little Snow-White,” and so on—are sprinkled throughout the collection in the same way that candied fruit is evenly distributed in a well-mixed fruit cake. We come across nuggets of excellence every so often, interspersed with less good material.


Collecting Tales

In fact, the Grimm brothers worked closely with several gifted storytellers, including Frau Katherina Viehmann, who took her task very seriously and insisted on the accuracy of the versions she was telling.9 This leads us to believe that she had a repertoire, a sequence of tales. Like any well-rehearsed performer, she aimed to please all tastes and to spread the truly excellent material throughout the evening’s recitation, as a stage show might save certain star turns for specific parts of the show. This might help to explain why some of the tales are not memorable and are even of poor quality. It also helps us to see why the collection of tales tended to be disregarded in later centuries: it was hard to distinguish the wheat from the chaff.

Here, it’s worth noting that the Grimm brothers were careful to record who had told them which tales, but when they produced their famous collection they mixed the tales in according to their own taste. They did not place all the tales from Katherina Viehmann together, nor did they do this for the tales supplied by the Wild family, the Hassenpflugs family, nor the Haxthausen family. They also looked through medieval manuscripts and through other collections “from the time of Luther” for likely tales.10

The result is that, as we read the tales, we occasionally find thematic clusters. The tales based on birds would be just one example. “The Willow Wren” (Tale No. 171), “The Bittern and the Hoopoe” (Tale No. 173), and “The Owl” (Tale No. 174) are grouped together, along with a fish tale of the same sort—“The Sole” (Tale No. 172)—just to leaven the mix.

We notice right away that “The Owl” shifts the attention from why animals either look or sound as they do to commentary about people’s fearful reactions to the owl itself, so the theme of the tales slips into another realm of thought. It’s a deft piece of arranging.

From this, there is really only one conclusion we can draw: the Grimms knew their tales were astonishingly varied in type, length, and worth, and they sought to give us a wide selection, knowing that a few, here and there, were magnificent. The richest of the tales always have an element of magic in them.

The Historical Wrangles

Before we continue, I would like to acknowledge and deal with some awkward historical disputes that could sidetrack our examination of the tales. For one thing, there is the question of the provenance of the tales before the Grimm brothers collected them.

Recently the controversial Ruth Bottigheimer has attempted to show that favorite fairy tales, such as “Cinderella,” were in fact invented in the sixteenth century because early printed versions of the tale exist and can be referenced.11 This is interesting evidence but certainly not conclusive. The fact that tales were written down or published at some point does not mean that other versions were not in oral circulation, and perhaps had been for generations.

We know, for example, that much longer tales, such as Sir Gawain and the Green Knight (from circa A.D.1375) and Beowulf (probably circa A.D. 800) were in existence in oral traditions long before they were written down. In the case of Beowulf, enough historical references remain intact in the text that we can trace a few characters back to actual history, some two hundred years before the probable date of writing.12

In addition, we know that many oral stories changed as soon as they were written down. Chaucer’s Canterbury Tales (1387), for example, gives us a very mixed bag of tales, supposedly repeated by different people on a pilgrimage. However, Chaucer is almost certainly displaying literary license and taking the opportunity to exploit a number of tales already in existence, to which he gives his own spin. To offer just one instance, he borrowed freely from Boccaccio’s The Decameron (1349—1351), which has the same premise as The Canterbury Tales, except for the fact that the travelers are supposedly fleeing the plague in Florence and start to tell stories centered around love to while away the time.

There are many more examples of literary license in storytelling. Marie de France and the cycles of French Lais all seem to be similar in general intent, and many of these stories have sources we can trace to written versions. We know that Marie de France recited her stories at many French courts, so her tales are hardly intended for the ordinary people, the “folk.” The point here is that folktales cannot be proved to be “pure” orally transmitted tales, uncontaminated by literary sources. Storytellers of all kinds have always stolen plots, themes, and entire stories. A recent case in point is Helen Fielding’s Bridget Jones’s Diary, which is a self-proclaimed adaptation of Jane Austen’s Pride and Prejudice—a fact that helped to increase sales rather than diminish them.13

This means that, unfortunately, we cannot be completely sure about the origins of any of the tales we have grown to know and love. There simply is not enough evidence—or rather there’s only enough evidence to create plenty of room for argument and disagreement.

So I’d like to suggest a way forward. Some tales are obviously so much richer than others that they stand out. Let us take the Grimm brothers as a source, imperfect but probably the best we have, and look for the deep wisdom that exists in many of the tales. The Grimm brothers were scrupulous about finding the best and most authentic versions of the tales they could locate, and we can be guided by their expertise. In the end, we do not need to know where the wisdom comes from; we need to know how we can apply it to our lives.

Think of it this way: when a ship goes down at sea, we may find ourselves swimming toward a lifeboat. When we reach the lifeboat, we don’t say: “But this lifeboat doesn’t seem to have come from my ship! Can I get into it? Is that allowed?” I suppose we could, if we were overly scrupulous, refuse to get into the lifeboat, and drown. That’s a real choice. It’s not one that I would recommend.

We could take this comparison farther and say that the ship sinking can be seen, perhaps, as the devastation wrought upon oral storytelling by important historic events during the late Middle Ages.

There were many such disruptions we can point to. To begin with there was the rise of wealth in terms of gold and silver coming from the New World after 1500. This upset the feudal economy, displaced whole villages, and eventually helped depopulate the European countryside. There was also the effect of the Reformation, which attempted to get rid of old superstitions and any stories associated with them. As if that wasn’t enough there was the effect of the Counter-Reformation, which energetically crushed dissent, burned “witches” and heretics by the hundred, and quashed the telling of fairy tales thought to be ungodly. Finally, we could point to the disastrous effects of the wars and plagues that swept over Europe with some regularity.

The assaults upon literature and the telling of tales have been devastating and numerous; yet, the folktales have stubbornly survived. Things survive in a culture because they have resonance. People value folktales because they feel some sort of benefit from them.

So we could lose ourselves in the discussion of where these tales came from and in the process lose the value that exists in them for us, the readers. In one sense, it does not matter where the tales “came from.” Just as Chaucer’s tales may have come from a conversation he had in a pub, it is not where they originated but what has been done with them that matters. Perhaps it is better to focus on what the Grimm brothers gave us in their editions and to marvel at the virtuosity of those who told them the tales. The Grimm brothers may have been the collectors who brought us the tales, but that in no way reduces the magnitude of the tales themselves.

We know almost nothing about many writers from the past, but that in no way impedes the usefulness of their words. Shakespeare is but the most obvious example. Here was a man who stole all his plots with the possible exception of two, and about whose life and personal doings we have far more conjecture than actual verifiable fact. Did he write all the plays attributed to him? Did he collaborate with others? (The answer is yes.) Do we even have all his plays? (The answer is no.) Even his precise dates of birth and death are in doubt, to which some would add the spelling of his name and even his identity. Was he in fact the Earl of Oxford? Does it matter? Not really. The plays exist, along with the sonnets and the poems. They are what matters.

Let’s agree to look at Grimms’ collection of tales in the same way. We have some reliable texts of great value. Let’s see what they can tell us.

Guiding Principles

We’ll be looking at some tales that will be familiar and some that will be less familiar; in each case, we’ll be extracting the nuggets of wisdom within them that we may even have forgotten to seek. And we’ll see that the best of these tales use the concept of the six archetypes, which may be found in the greatest literature of our civilization.

By using the term “fairy tale,” I’m attempting to be specific. My focus here will be on tales in which some sort of character change or recognition takes place, usually signified by a magical event. There might not be an actual fairy in the tale, but the existence of magic is enough to allow us to call them fairy tales. The choice of the Grimm brothers’ collection is apt because most people today know about fairy tales from the Grimm brothers’ careful gathering of stories. I will not be attempting to trace back all the variations of the tales into the dim recesses of history. Better and more able minds have done that. Instead, I will be treating the tales the Grimm brothers chose as a more or less reliable sample of storytelling that has become, in its own right, a force within our culture. One might say that the tales in their entirety have taken on a life of their own, and it is that collective wisdom I’ll be exploring.

Next, I would like to explain the term “archetypes,” since I’ll be using that term frequently. If you have read Stories We Need to Know and other books I’ve written, you may already be familiar with the archetypes.14 In that case, I’d advise you to skip ahead. If not, please read on.

The Six Archetypes

Broadly speaking, archetypes can be seen as developmental stages that every human being is called to go through and that are sufficiently strongly defined that they can be rendered in popular stories by the use of an easily recognizable figure. But please notice, an archetype is not the same as a stereotype—the “obnoxious teenager” type we see in sitcoms, for example. That figure can be seen as going through a developmental stage; however, an archetype is something more: it moves beyond easy definitions to describe the way a person is choosing to use his or her energy.

To illustrate how people use their energy, we’ll need an example. Let’s consider three very different people; say, a CEO, a farmer, and a tramp. Each of them is different; yet what may link them is the way they respond to the world and its challenges. Now let’s imagine that each one, at his or her core, is a frightened individual. The CEO seeks to mask this fear by making money, perhaps, in order to gain self-esteem. In contrast, the farmer may fear not being seen as a good person, and so he does exactly what everyone else does in the hope that he will fit in and be accepted. Meanwhile, the tramp may also be frightened, and he may express this as a fear of settling down anywhere so he doesn’t have to become accountable for his life. Three different people, three different responses, but all are an expression of an underlying attitude toward the world and a giving-in to fear.

In this particular example, despite the surface disguises, each of these people is a lost soul yearning for some place to belong. They can all be recognized as a version of the Orphan archetype—those people who prefer to try to fit in as a way of avoiding making up their own minds about who they are; they are afraid of acting in a way that is personally declarative. Like real-life orphans they need to find someone to give them security, or some lifestyle into which they can be adopted, and to achieve this they are willing to damp down their individuality.

An archetype, then, has less to do with what people are, or what they do for a living, than how they choose to face the world. It’s a life attitude.

When seen in this way we discover that archetypes have widely variant forms but always correspond to the same six deep structures of personal energy. These are:


THE INNOCENT

THE ORPHAN

THE PILGRIM

THE WARRIOR-LOVER

THE MONARCH

THE MAGICIAN



These six archetypes have existed in almost all the great works in western literature for the last 3,500 years, including the New and Old testaments of the Bible, the Koran, and in many lesser works such as novels, poems, folktales, and fairy tales. They always appear in the order cited above and are always concerned with the same struggles. This seems to be pretty conclusive evidence that there is some validity to the idea.

The definition of archetype I am using here is rather different from what you will find in Carl Jung’s work, and in the work of his followers.15 I’m not attempting to disprove what Jung says; I simply wish to show that there is another aspect that he does not consider, but which has validity nevertheless. Let’s look now at how the archetypes appear throughout life and in what ways they inform experience.

Innocents and Orphans

We all start out in the world as INNOCENTS. As babies, we are naturally loving and trusting, and although we might not be very good at anything else, we do know how to love and trust. That may not sound very impressive, but bear in mind that it is impossible to have a successful adult relationship without the qualities of Love and Trust, which we learn to develop from birth onward.

The adult who is an Innocent will forgive easily, as a young child does who greets the returning parent with joy, no matter what sort of person the parent is. In the adult world, this can be a blessing and a curse. We need to forgive others and ourselves, but some people will then just keep on mistreating us. Innocence may be delightful, but it’s a difficult life strategy. In “The Frog-King,” for example, the princess is quite happy playing with her ball by the well—until it falls in. She’s an Innocent on the cusp of change.

When things go wrong like this, or threaten to go wrong, we enter the ORPHAN stage. As its name suggests, at a certain point the disappointments of the world lead to us being ejected from the safety of the family, and we have to make our own way, find our own shelter, or ask for help. In folktales, this is often signified when a stepparent sends a child out alone into the world. “Hänsel and Gretel” is a clear example of Innocents who are led out into the world and abandoned by their parents. As Orphans they make the potentially disastrous choice of the witch’s house as a place of shelter, where they are forced to do as they are told while they are being fattened up to be eaten. They find themselves “adopted” but not into the best of situations.

The Orphan can exist in other forms, too. In “Cinderella,” for example, Cinderella has nowhere else to go once her mother is dead, so she is forced to stay sitting in the ashes and endure mistreatment; she is, in fact, an Orphan, even though her father is still around. But when news of the ball arrives, she realizes she has a chance to take charge of her life. This is what leads her to the next stage, the PILGRIM.

Pilgrims and Warrior-Lovers

The Pilgrim sets out on a journey toward a truth with which he or she can live. This yearning for personal truth is what motivated Christian pilgrims in the Middle Ages, as they traveled to shrines as far away as Jerusalem; it’s what continues to energize them today. The Pilgrim takes to the road not knowing exactly where it will lead but determined to explore whatever may happen along the way.

At the center of this experience is a working out of one’s relationship to God or to the divine. Pilgrims go to Mecca each year; they travel to Benares; they visit the site of the Bo tree at which Buddha became enlightened; they walk the routes to the great cathedrals of Spain and France and other holy places to expiate sins or just as an act of devotion. In New Mexico each year the Easter Pilgrimage to the sacred Santuario de Chimayo, north of Santa Fe, often involves whole families. Some of these pilgrims carry crosses as they walk; some complete the entire journey on their knees. They arrive on Good Friday, often after having walked all night. It’s a time of action and also a time of faith. But other types of pilgrimage are just as important, even if they are expressed in a more modest way.16

In the fairy tale of “Cinderella”, for example, this pilgrimage takes the form of Cinderella going to the ball three times. She leaves the uncomfortable yet reliable shelter of her home and ventures out, so that she can meet the prince and decide if he is the person for her. She runs away from the prince three times, we notice. If she were simply desperate for a new home she’d have stuck to him right away at that first ball and not rested until she had his ring on her third finger. But what she knows is that it’s not just any home she craves, but the right one.

This is the way of the Pilgrim. This is the person who may refuse many seemingly tempting offers because none of them feel right. Parents everywhere have been in despair at children who will not take over the family business, who refuse to accept the career that has been laid out for them, or who won’t marry the nice girl/boy next door whom everyone considers a perfect match. When the Pilgrim stays faithful to the search (and not all can, or do), he or she gains confidence and can access the courage with which to face the world.

At this point the Pilgrim is ready to choose a life, and to fight for that life because it is something he or she desires and loves. This is when the individual becomes a WARRIOR-LOVER, a person who has a personal belief that is worth defending and who knows that this belief is worthy and compassionate. After all, you can’t fight for something or someone you don’t love, and you can’t really love something or someone not worth the fight.

This may be the point at which a person selects a career or a life path and also chooses a life partner; in each instance, the choice will feel personally authentic. This is the person who is operating out of a core of personal strength, since the attributes of courage and of executive, decisive authority (The Warrior) will be balanced by the qualities of compassion and understanding (The Lover).

In the fairy tale of “Rapunzel,” the Warrior-Lover can be seen in the person of the king’s son, who even though blinded after escaping the witch in the tower, spends seven years searching for his lost love. Examples of this in our everyday world might include advocates for peace, justice, and the environment, such as Gandhi, Dr. Martin Luther King, Jane Goodall, Mother Teresa, and other figures, less famous, who have worked tirelessly to bring more harmony into the world. These are the people fighting for a worthy cause or belief who change history in a positive direction.

Monarchs and Magicians

Sooner or later, every Warrior-Lover will have to stop being a one-person army and start to train the next generation of workers for the cause. When this happens, the next archetype comes into being: THE MONARCH. Like the ideal monarch, this is a person who is sensitive to the needs of the whole realm. This person will listen, assess, and then act for the best interests of all, not just a few. This is a figure tasked with distinguishing whom to trust, whom to distrust, and whom to groom for the next generation of leadership.

History is littered with examples of rulers who were unable to do this, who could not delegate duties, and who trusted no one. These sorts of rulers do not last long—nor do those rulers who just take the money and have a ball.

OEBPS/OEBPS/images/common.jpg





OEBPS/OEBPS/images/frog.jpg





OEBPS/OEBPS/images/line.jpg





OEBPS/OEBPS/images/cover.jpg
PRINCES, FROGS
& UGLY SISTERS

The Healing Power of the
Grimm Brothers Tales

Dr. Allan G. Hunter









OEBPS/OEBPS/images/publogo.jpg
FINDHORN PRESS





